human activity can affect the weather, becomes "less superstitious" (4) in light of the science of anthropogenic climate change. But while evidence amasses to suggest that human behavior is responsible for accelerating and exacerbating changes in the weather, talk of a changing climate was very far from what audience members had to say about the Shakespeares of this study. Performances could not go ahead without perceived cooperation from the weather, a living and changeable agent, closed to negotiation. Irrespective of their wide range of locations and landscapes, and regardless of varied approaches to staging the plays in end-on, siteresponsive, and immersive forms, groups and individuals always responded to Shakespeare in the open air, as Michael Dobson quips, "[c] omplete with the weather" (196) . Obviously the specifics of these references varied from place to place and day to day, but "weathering" was discernable as a theme cutting across the entire range of responses I collected, indicating that the conditions in which audience members encounter Shakespeare profoundly affect how they respond to the plays.
The ever-present possibility that pleasure might be curtailed by creeping cold or sweltering heat also instigated "performances"-in the postButlerian sense of reiterated behaviors-of weathering from audience members, who enacted the novelty of enjoying and enduring the weather with spoken utterances and physical gestures. They performed banal acts of weathering, demonstrating what they felt the climate should be like during a British summer. If anthropogenic climate change was far from the tips of their tongues as they encountered Shakespeare in performance, they nevertheless supported Mike Hulme's proposition that "although the English might not mention climate explicitly in their weather-talk, one can see how the idea of an expected English climate is the shared tacit framework which brings intelligibility, order and meaning into their social interactions" (5 [original emphasis]).
Audience members discussed the weather at the time of an interview: "It's actually one of the warmer nights I've ever been here. So I'm actually not freezing cold, which is really nice" or "I think everybody's a little bit cold and so if you look around one or two people are sort of hiding under blankets and everything." They reflected on how the weather affected their comfort during the performances: "It's a bit chilly when the clouds cover the sun. It was nice to warm up when the sun came out before the interval." They articulated ways that weather complemented the plays aesthetically: "That sunset was so beautiful during Caliban's speech" and "I liked it when the wind was blowing and my hair was all flying about and they were singing about the winter. That made us laugh and kind of relax into it altogether." 6 Lastly, they spoke about weather through memories of previous performances: "It's the first time I've watched open air theater and it hasn't rained. I've always tried in the past and it's always been cold and wet and miserable but today it's been lovely." Cumulatively, this weather-talk pointed towards the affective capacities of the weather, sometimes romantically, sentimentally conceived of as Nature, but also active and "vibrant"-to disperse Jane Bennett's way of thinking about matter as agential-in its own right.
Physical responses to the weather therefore formed a "repertoire" (Taylor 16-33) of gestures accompanying and surrounding spoken conversations. These gestures included glances, grimaces, and giggles, comparing sodden clothes, and silently sharing black-plastic-bag strategies for staying dry in anticipation of rising damp. Waterproof clothing, flasks of tea, sunscreen, mosquito spray, hayfever tablets, down-filled jackets, camping chairs, bin bags, hats, scarves, blankets, and hot water bottles-material props to help protect the body from weather, pollen, insect-attack, and general discomfort-assisted these performances of weathering. These performances provide the lived context for the discussion of audiencing Shakespeare at the Willow Globe that comes next.
The Willow Globe
Actors Sue Best and Philip Bowen formed their theater company Shakespeare Link in 1992, gaining charitable status in 1994 for broad social objectives linked to Shakespeare and education. In 2006 they planted the Willow Globe. Surrounded and sheltered by the Wye and Elan Valleys, the Willow Globe is formed of inner and outer circles woven in deciduous willow arches, forming a twenty-sided geometric structure. There are two entrances at the back of the auditorium, two further entrances on either side of a tiring house, and a balcony. Around the thrust stage, staggered wooden benches seat up to 150 people. The gentle movement of the willow rods makes a softer frame than the wooden O of Shakespeare's Globe or the camouflage walls of Regent's Park's Open Air Theater in London. Rising above the tops of the willow, taller trees stretch to the sky from the fields beyond.
Translated as Glôb Byw-meaning living theater in Welsh-this theater is literally alive. The Willow Globe grows approximately fourteen feet a year and takes two people three weeks to prune every March. Birdsong fills the space, loudest at dawn and dusk, and the insistent whisper of wind in the willows continues through the night, as do bleating sheep and occasional vehicles on the A470.
7 Swallows and blackbirds fly through the boughs, midges hover in still weather, and people do Shakespeare in the summer, all sharing the same living habitat. Blackfly have been occasional, unwelcome squatters. As David Abram ventures, though, "culture can impose its patterns only within the constraints set by the biosphere itself " (127), and lime had to be added to the soil to assist the willow in its initial growth. Willow flutters in Viola's addresses to Olivia, but it also grows in fertile clays with a high pH or in deep alluvial loams, if it is pushed far enough into the ground.
In the Willow Globe's foyer space, a meadow is planted with wildflowers that would have grown during "Shakespeare's Day." Beyond the theater on the farm, a physic garden is planted according to each of the four humors, and a Shakespeare-inspired nature trail is laid out in surrounding woods, with chalked slates marking plants and trees with quotations from the plays. When I first visited for All's Well in May 2013, the theater's arches were semi-translucent and sunlight flashed through the moving leaves, with thousands of light shafts streaming from the circumference to dapple the interior. I returned on a wet weekend in May 2014 for Merry Wives and again in a warmer June that year, when the arches were more densely filled, closing off the inside of the outdoor theater from the farm beyond.
The green ethos at the Willow Globe looks to the future as much as it draws on the past: environmental objectives complement a wider interest in Shakespeare's environments, both the environment Shakespeare inhabited and the environment referenced within the plays. Furthermore, Radnorshire is the least densely populated county in England and Wales, and Shakespeare Link and the Willow Globe provide a gathering place for a diverse rural community with common interests in Shakespeare and ecology.
8 Ursula Bowen, a retired lecturer in Environmental Biology, had suggested the wildflower meadow to complement the theater aesthetically and historically, and to encourage biodiversity. She explained that the remit for the Willow Globe's "organic tribute to the bard!" (2) was extended from flowers named in Shakespeare's plays to "native wildflowers which would have been growing in Elizabethan hay meadows" (1) in order to accommodate volunteers' unexpected enthusiasm for the project. If the wildflower meadow began as an exercise in bringing Shakespeare's plays to life, then, the project's success demonstrates an ecological-attunement expanding to present day conservation concerns. 9 Beyond the meadow, a painted noticeboard outlines the theater's green energy credentials, modestly proposing that the Willow Globe may be "the first static theater facility in the UK powered by a stand-alone energy system." Furthermore, Best and Bowen, who toured with Michael Bogdanov's English Shakespeare Company before settling in Penlanole, are committed to sociallyengaged educational charitable objectives. Bowen explained, "What I really want to do with Shakespeare Link is help people understand they do not necessarily need to go to those big theaters all the time to enjoy the plays-the plays are for all of us" (n.p.). Despite the Willow Globe's physical roots in the ground, the material conditions for Shakespeare at this theater reach towards a "planetary" sense of place, to think with Ursula Heise's formulation for a new "eco-cosmopolitan" politics of "environmental world citizenship" (9).
Like Shakespeare's Day
In keeping with audiences at the other outdoor Shakespeares of my study, audience members at the Willow Globe communicated the haptic experience of performances in embodied and aesthetic terms. Prior to All's Well, for instance, Ursula and Peggy described their preparations for the performance, saying "We've got a winter coat on and something to put on your knees and something to sit on. A cushion. / And something to protect you from the midges, which can be very nasty […] Last time I came I got thoroughly bitten. All in my hair. For days afterwards." 10 Ben Aires, who prunes the willow every March, brought the memory of that task with him to a summertime performance. Recollecting his work on the theater, he explained, "It's evil. Evil in the biting wind and the snow and stuff and you're going up there on these really big ladders and you have to full reach as well. Next time I do it I'd make it a little easier to work on!" If twee rural Shakespeare was anticipated here, the lived experience of weathering the Willow Globe left its audiences bitten and bruised.
Seasonal changes were considered aesthetically as well as materially too. Naomi, who had visited the space earlier in spring but had yet to see a performance, observed: "When I saw the space it was pretty bare so now it's much greener, which is great. It's filled out. So of course the space is carefully woven and as it fills out in the summer it becomes even better and better." Nathan, who acted in All's Well and was in the audience for Merry Wives, spoke about how seasonal changes affected acoustics:
It's different in this theater, especially when it's like this-it's not fully grown. So there's a lot of gaps and you can kind of feel your voice disappearing through the walls so it's quite hard to balance being loud enough for everyone to hear. […] When it's fully grown in a couple of months it will be almost completely opaque and then it will hold it in. Apart from the bit above you so then you feel like you're more in some sort of bowl or maybe at the bottom of a green well.
More than at other outdoor performance spaces, many likened the present experiences of outdoor Shakespeare to an "authentic" or "original" Shakespeare, recalling the extensively-theorized and hard-fought debates around Shakespeare and authenticity in relation to original practices and reconstructions of early modern playhouses.
11 Charlie, at Merry Wives, felt that Shakespeare's plays were suitable for outdoor performance at the Willow Globe because the work was "Earthy. A lot of it. Not all of it, but a lot of it is earthy. It just lends itself... And I think it was from that time. I mean if you look at the Globe that was an open top. This is based on the Globe. So that was the same sort of outdoors almost, wasn't it?" This kind of imagined comparison between the Willow Globe and Shakespeare's Globe extended beyond the dimensions of the theatre to its natural-material construction. Dot drew connections between Shakespeare and the Willow Globe's architecture when she said "I think the whole theater lends itself to Shakespeare, partly because it's in the round and partly the atmosphere of the willow. It really does lend itself to Shakespeare." Amanda explained that she loved the performance "because it is outside in the environment which Shakespeare would have experienced," describing pleasure derived from a perceived getting closer to Shakespeare outdoors. Selwyn and Georgia conversed about their sense of the nature present at the Willow Globe and the nature of Shakespeare's day. Selwyn began, "It's a very intimate space. You feel very close to the stage. You feel part of the action. It feels realistic like it might have been in Shakespeare's day." Georgia went on to elaborate on the birdsong that offered an audible counterpoint to her words: "And it's lovely. You can hear the swallows and the birdsong. The swallows are usually diving around amongst the willow. It's beautiful. Especially on a day like this." In a similar vein, Barbara and Jane noted the intimacy of the space and a sense of imagined continuity between the present nature and Shakespeare's day, "I think that the audience and the players perhaps feel more at one within this green enclosure. / I think there is the timelessness of it as well. You know, there is the sense that this isn't a building that was built in 1950 or something. This is… of course it's made, but you could have had the same thing in Shakespeare's time."
Taken together, these responses integrate desires for an intimate actor/ audience relationship, conceived of as having Shakespearean origins, as well as pleasure derived from the living theater. At this point, it would be far too easy to pounce on these responses with valid cultural materialist or new historicist critiques of claims to authenticity via original practices. Obviously, the twenty-first century environment at the Willow Globe is nothing like an environment that Shakespeare would have experienced. Shakespeare's encounter with early modern weather and climate, built and natural environments, flora and fauna, was unmistakably different from our experiences of these things today. Shakespeare is unlikely to have imagined-let alone experienced-a living willow theater. And, certainly he would not have been concerned with how its construction sought to address concerns about fossil fuel effluence, resource exhaustion, and anthropogenic climate change. Even if Christopher Tilley cautiously reminds us that sounds, smells, sights, and light and darkness do in a "limited sense [provide] a direct bodily connection with the past" (30), and regardless of whether some continuity could be pushed as far as knowing that Shakespeare did indeed conceive of a cabin made of willow, I am more inclined to agree with Timothy Clark's troubling of the Shakespearean ecocriticism that fails to account for the scalar effects of the Anthropocene in thinking with historical difference (110-111). In light of our contemporary environmental crisis, what seems to matter more than the factual inaccuracy of responses to the Willow Globe is that the living theater's connection to Shakespeare facilitated a way to imagine a more ecologically healthy and pleasurable future.
Recurring throughout these responses was a sense of pleasure derived from feeling part of a communal, informal event in an outdoor space and a feeling-however misguided-that this intimacy echoed the kinds of performances Shakespeare might have intended, written or known, echoing Susan Bennett's work on nostalgia as drawing on "the past as a figure for the desires of the present" (3). To follow the logic of the audience members to whom I spoke, the present moment was nice because it was like 'then,' and 'here' was nice because it was like 'there' (and although 'then' may not have been exactly like 'this,' and 'here' may not have been exactly like 'there,' we would like more of 'then' and 'there' now, please, and tomorrow). As far as Shakespeare and nostalgia are concerned, particularly in Britain, the tendency is towards regression; the absent past of Shakespeare's day is hazy, rosy, selective, and, oftentimes, Bennett argues, in danger of veering towards forms of nationalism towards which we are today rightly very wary. But without setting aside the sticky political and ideological questions that are raised by nostalgia and senses of authenticity via Shakespeare and Nature, I would like to suggest that there is another context for audiences' performances of nostalgia at the Willow Globe that offers a more ecologically-progressive way of thinking about Shakespeare in outdoor performance.
Avant-Garde Nostalgia at the Willow Globe
It is in light of "Romantic reflection[s] on vanished or vanishing times and spaces" (23) that Kate Soper rejects romanticized calls for a "return to nature" but contends that "aspects of [Romanticism] could be harnessed to the development of a new politics of consumption organized around more sensually rewarding and ecologically progressive conceptions of pleasure and fulfilment" (17). Soper invokes a "provocatively contradictory avant-garde nostalgia" (23) within the wider context of her arguments for an "alternative hedonism," where imagining alternative modes of human prospering and flourishing based on pleasure rather than dearth might be more likely to bring about ecologically-sane responses to the forms of consumption that have been so environmentally devastating. Heeding Raymond Williams's warning against outright condemnations of nostalgia, Soper warns of the dangers of both the "simple-backward look" and the "simple progressive thrust" (24). An avant-garde nostalgia, she posits, might contribute to our present, precarious moment "by reflecting on past experience in ways that highlight what is pre-empted by contemporary forms of consumption" and "stimulate desire for a future that will be at once less environmentally destructive and more sensually gratifying" (24). Soper agrees with Theodor Adorno that "[s]o long as progress, deformed by utilitarianism, does violence to the surface of the earth, it will be impossible-in spite of all proof to the contrary-completely to counter the perception that what antedates the trend is in its backwardness better and more humane" (cited in Soper 24). The thrust of what she is getting at-with caution and caveats aplenty-is that longing for a more pleasurable, sustainable past (even a romanticized, imagined past that never existed) might prompt desire for a more pleasurable and less environmentally-destructive future. In this way, Soper offers us possibilities for revising Bennett's critiques of a complacently stultifying nostalgia of Shakespeare's nature as a golden Eden, with more useful possibilities for thinking about theatrical production and reception in times of ecoprecarity. Such thinking might also be fruitfully extended to the other papers in this issue, where varied climates lead to differing conditions of audience engagement with nonhuman matter, arising in Gretchen Minton's work on Macbeth amidst Montana's forest fires, Rebecca Salazar's on Hamlet in wet New Brunswick, and Rob Conkie's on King Lear in a stubbornly-dry-until-the-wrong-moment Melbourne.
At the Willow Globe, for example, Paul drew parallels between the wildlife of "Shakespeare's day" and the once-endangered red kites that fly across the theater's circumference, saying:
We've come to… I can't remember how many performances we've come to… We've suffered the midges, we've suffered the cold, we've been distracted by the birds flying over but it's always been worthwhile and a great experience. I think it's an extraordinary experience in which the living world shares in. We've got the kites, which were still present in London and were flying over the theater in London when Shakespeare wrote the plays and here we are again seeing them in mid-Wales so that's a lovely context. Here Paul's embodied memory of midges and cold temperatures segued into visual observations of the place. Shakespeare's references to kites were familiar amongst Willow Globe audiences; Lear's Goneril is a "detested kite" (1.4.254), a "hell-kite" (5.1.218) takes Macduff 's family in Macbeth, and Autolycus warns in The Winter's Tale, "when the kite builds, look to lesser linen" (4.3.23-24), a reminder that this now-protected bird of prey was, in Shakespeare's day, considered a scavenging pest that might swoop and steal your underwear as it was hanging out to dry. Kites were persecuted to near-extinction under the sixteenth century vermin acts and their re-establishment in Wales's Elan Valley is one of Britain's best-broadcast conservation success stories (Lovegrove 127) . David Attenborough's introduction to the otherwise admonitory UK State of Nature report in 2013 begins with the "good news" that "red kites and sea eagles soar where they have been absent for centuries" (8). As Paul responded to the kites he noticed whilst watching All's Well at the Willow Globe, he did so from within the context of his experience of weathering the theater, referring to insects, temperature, and his perceptions of the original performance conditions of the play. He expressed delight in the nature of the past so nearly lost-albeit now encountered affectively now with different cultural resonances-that contributed to his delight with the performance at the Willow Globe. As part of the same conversation, Jane also responded to the kites and to birdsong more generally in the countryside:
For me I think, I imagine Shakespeare must have performed outside a lot when the natural world was much more around you. So to me, this takes the environment back to how it would have been when Shakespeare performed them. Like birdsong. Birdsong around the Globe in London now is virtually nil. I mean here with the kites. Shakespeare mentions kites in his words and I think wow. To me the setting brings it more into how Shakespeare would relate to it so I think it's a fantastic. I feel you're taken into the time when he wrote it much more than most venues.
Jane and Paul's (not completely) fabricated perceptions of Shakespeare's (more biodiverse) natural world and the pleasure they derived from the present performance at the Willow Globe suggest both loss and desire in contemplating the affective materiality of the outdoor theater. To return to Soper, they were "reflecting on past experience in ways that highlight what is pre-empted by contemporary forms of consumption" (24) and, in the process, taking pleasure from the present affective encounter of dwelling in the theater-of weathering the space in the company of vibrant nonhuman companions-despite the significant differences between imagined pasts and present.
Where responses to Shakespeare supported Bennett's assertion that Shakespeare conspires with a conservative nostalgia to revive "an authentic, naturally better, and material past" (7), then, affective encounters with nonhuman nature that might carefully be described as "enchanted" also nuanced Bennett's nostalgic framework with evidence of Soper's avant-garde nostalgia. If the term enchantment sounds fluffy or sentimental, recalling romantic constructions of picturesque landscapes and anthropomorphized wildlife, James Gibson makes ambitious claims for reenchantment-the "re" suggesting a return to a nature deemed lost. What Gibson sees as a contemporary culture of reenchantment is neither nostalgia for a lost Eden "nor simply another outburst of romanticism," because, he argues, "it is fueled by a new sense of urgency" (10). He confidently pronounces reenchantment's ethical potential, positing that "spiritual connections made to animals and landscapes almost invariably lead-often intentionally, sometimes not-to a new relationship to nature in general" (12) . Timothy Morton, however, memorably demolishes what he perceives to be a dangerous innocence in reenchantment propositions, countering that "To speak thus is to use the aesthetic as anesthetic" (12) . As far as Morton is concerned, reenchantment-especially when conceived of as arising from an in-situ experience of nature-is denial, paralyzing the urgency to act. Given that outdoor Shakespeares have proliferated in the UK concurrent with catastrophic anthropogenic environmental damage, one might be inclined to agree with Morton. What, then-if any-ecopolitical potential might exist within moments of affective enchantment, as reported by audience members as they weathered a performance in the Willow Globe?
While evidenced links between enchantment and environmentally conscious behavior-let alone a green politics-are still only tenuous, Jane Bennett's argument for a particular form of secular enchantment is more compelling than Gibson's and applicable to this context. 12 To be enchanted, Bennett argues, "is to be struck and shaken by the extraordinary that lives amid the familiar and the everyday" (4). For Bennett, enchantment "requires active engagement with objects of sensuous experience; it is a state of interactive fascination, not fall-to-your knees awe" (5). Her story is "not a tale of reenchantment but one that calls attention to the magical sites already there" (8). She assigns herself the role of disenchantment's "trash collector" and tasks herself with assembling the discards of modernity's disenchantment narratives to tell an "alter-tale" (8). She proposes-cautiously, like Soper-that moments of enchantment may help generate ethically generous behavior by reinforcing our sense of attachment to the world.
Rather than the affective encounter with the aesthetic being anaesthetizing at the Willow Globe, as Morton might cynically suggest, weathering the theater also appeared to elicit short-lived moments of enchantment that were often discussed in terms of "magic." Simon, for instance, said that the theatre has "a kind of magic to it," and Jennifer described the space as "Really magical. It's sort of another world. It's really special." Megan pointed to the willow's contribution to making the "magic" when she reflected:
Well I think it's quite a magical space because of the willow. The Willow Globe. It is quite unique. I've only ever seen it in, you know, planned gardens really, but to have it as a theatre setting is really quite, quite special, I think. It adds to the atmosphere and makes it something a bit more-I don't know-more grassroots.
These multiple casual allusions to magic come perilously close to being warily written-off as Philip Auslander's well-known critique of "traditional, unreflective assumptions that fail to get much further in their attempts to explicate the value of 'liveness' than invoking clichés and mystifications like the 'magic of live theatre'" (2). But, in light of Bennett's vibrant matter, it is possible to propose magic at the Willow Globe as standing in for the "earthy, not quite human capaciousness" (3) of the willow, a material that always "exceed[ed] its semiotics" (5). This magic appeared to derive in part from the willow's vibrant materiality, enhanced by the fake folk myth of Herne the Hunter in Merry Wives and the physical presence of local children dressed as fairies, and also from an awareness of nonhuman materiality as vital to the experience of the outdoor theatre.
While there remains much of which to be wary in terms of Shakespeare and nostalgia, I too seek to gather together the enchanted leftovers from outdoor Shakespeares, believing with Bennett in "the effect-always indirect-that a cultural narrative has on the ethical sensibility of its bearers" (12) . This is not to succumb to a naive optimism by enthusiastically overstating the potential for the form to encourage care for the environment, but to commit to a messier ecological story around weathering and aesthetic encounters that can occasionally produce enchanted affects.
Outdoor Performance and Ecology
While the notion of "weathering" Shakespeare emerged as a theme in its own right from within my ethnographic fieldwork, this weathering shares concerns with recent philosophical and empirical approaches to theorizing weathering as ways to understand climate through the body. Social scientists Philip Vannini et al find that mundane weathering on the British Columbian rain coast in Canada helps the place's inhabitants make sense of where they live and make sense of their selves as located in that place (361-80). Elsewhere, Astrida Neimanis and Rachel and Loewen Walker argue for weathering that is attentive to "thick time," by building on Stacy Alaimo's conception of "transcorporeality." They think of weathering in the dual sense of a word that alludes to porous bodies altered by the elements and "perdurance" (560) or survival, proposing weathering as a way to "reduce the distance between the enormity of climate change and the immediacy of our flesh" (562). For Mike Hulme, weathering is how climate is encountered sensorially, and "cultures" as well as human and nonhuman bodies are weathered (xv). Alongside the ethnography, these theorizations of weathering have considerable implications for how outdoor Shakespeares are considered in relation to the growing body of performance work on ecological or ecodramaturgical forms of performance.
Writing twenty years after her landmark article calling for performance to engage with ecology, Una Chaudhuri expresses concerns that her "in-junction to deal with 'nature itself "" in 1994 "frequently led to the practice of site-specificity, or at least of outdoor theater" (with Enelow, The Ecocide Project 29). Concerned that her initial message had been misunderstood, Chaudhuri notices that, "Going to the park-if not to the forest-felt somehow more 'ecological' than staying cooped up in the black box of theater" (29). Downing Cless is not dissimilarly wary of outdoor performances that utilize landscape as a resource, and he distances his own "ecodirected" productions from outdoor Shakespeares, positing that "be it Shakespeare "in the park" and "under the stars" or massive reinventions of Eden on indoor stages […] modern theater tends to romanticize nature in the few instances when it is not erased within domestic realism" (6). I agree with Chaudhuri and Cless's sentiments insofar as rejecting the simplistic assumption that being outdoors automatically makes performance more "ecological," without attending to the cultural implications of the relationship between performance and space. But I also wonder whether there is a danger of inscribing an indoor/outdoor binary here even as the nature/culture binary is muddied within environmental humanities' frameworks. Venturing into the weather for a play by Shakespeare signals a conscious choice to spend a few hours in an uncontrollable climate in the hope of a particular kind of aesthetic encounter. There appear to be humbling and hopeful ecological possibilities for acknowledging how much the vibrantly material, nonhuman environment can affect, disrupt, unsettle, and always remain a little in excess of what Shakespeare in performance can do.
The Willow Globe's productions were not "ecodirected," nor were they "ecodramturgical" in Wendy Arons and Theresa J. May's meaning of performances that have "ecological reciprocity and community" at the heart of their "theatrical and thematic intent" (4). But audience members nevertheless articulated experiences of weathering the plays that were derived from the lived conditions of the theater. These experiences were often tethered to an avant-garde nostalgia that meandered between troubling ahistorical longings for a blurry but better Shakespeare's time and space and a progressive desire for a pleasurable and environmentally-engaged present. Moreover, the Willow Globe does not cynically greenwash Shakespeare for commercial purposes: the endeavor arises from efforts by self-styled environmentalists who are passionate about both Shakespeare and ecology, and who attempt to bring these interests together in their ways of working. Although "sustainability" is now widely understood as an ecological impossibility-given scientific challenges to the myth of harmonious or stable ecosystems-the Willow Globe's Shakespeares are nevertheless attentive to their material environmental impact upon and within the landscape. Rather than anthropocentrically advancing one form of performance as more "ecological" than another, audience responses to weathering Shakespeare at the Willow Globe suggest more affective outcomes than a wholesale anthropocentric appropriation of Nature in the service of performance. They point to the curiously contradictory affects that responses to performance in the open-air might encompass, fluctuating between environmentally appropriative, exploitative, and conservative, and self-consciously generative of ecological relations, alert, attentive to and affected by the weather.
Sitting in blustery spring sunshine inside the Willow Globe for the first time as Helena appealed to the King, "my art is not past power nor you past cure" (2.1.157), this ethnographer wholeheartedly tumbled into the trap of allowing herself to hear what she wanted in the Shakespeare: that Helena could be speaking to our contemporary ecological crisis and offering a magical fix, that-for a few breaths, as sunshine warmed the earth and the backs of our coats-the seasons had not yet altered so much that summer was not still coming; that words might still have power and we might still be cured. Fossil-fueled journeys home returned us to the Anthropocene, heartened not duped, scratchy with contradictions and an impulse to keep trying for a(nother) while. Notes 1 www.shakespearelink.co.uk/willow-globe/ 2 Social scientists Keller et. al. find "People in industrialized countries spend an average of 93% of their time inside and thus are largely disconnected from the weather outside" (725). 3 The verb "audiencing" originates in media studies and has been widely adopted by audience researchers in the theater. John Tulloch summarizes audiencing as "a concept that sees audiences not as a facticity 'out there' but rather as discursive constructs located within multiple interpretative frames" (15) . 4 My methodology is outlined in more detail in "Imagining Arden: Audience responses to Place and Participation at Taking Flight Theatre Company's As You Like It," 2016.
5 Evelyn Tribble argues that audiences as early-modern hearers have been overemphasized in the historicizing of early modern performance as primarily auditory rather than visual and that there was plenty to see on the early modern stage (240). My use of "audience" is complicated by the ethnographic encounters, where people referred to themselves as "audience members," "spectators," and "participants" interchangeably. In adhering to "audience," I follow much of the extant research into audiences for Shakespeare. This is not to deny the nuances between hearing, seeing, and participating, although disability theater further challenges the sensory exclusivity of any of these terms. 6 Oftentimes these comments about the relationship between the weather and the text supported Gwilym Jones's argument for the possibility of "environmental irony" at Shakespeare's Globe evincing disjuncture or complementarity between weather and text (9-10).
7 I can attest to this noise throughout the night, having camped for several nights on the farm. 8 According to the 2011 Census, the population density of Brecon and Radnorshire in 2010 was approximately twenty-three persons per square kilometer.
9 Ursula Bowen sadly passed away in summer 2015 and the Shakespeare meadow has since been dedicated to her memory. 10 As is common in ethnographic practices, audience members responded anonymously to interview questions and have been given alternate names here to personalise the writing. 
